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At the time of its first publication in the Giornale di Napoli the amphora belonged to Captain Felice Nicolas, who had acquired it in 1800 while he was stationed in Palermo. Nicolas was at one time the superintendent of the Royal Factory of Porcelain at Naples, but he is better known as the first excavator of the necropolis at Paestum. He sold the amphora to the young English collector Thomas Hope, who had just purchased a large collection of ancient vases formed by Sir William Hamilton, the British envoy to the court of Naples from 1764 to 1800. On its way to England the amphora was shown to Aubin Louis Millin, the French scholar and antiquarian to whom we owe the first reproduction of the vase in his Monumens She gave him the famous clew with the aid of which he was able to find his way through the labyrinth. By slaying the dread monster Theseus put an end to the human sacrifices and, with Minos's consent, he sailed home with the Athenian boys and girls. While ancient artists did not entirely neglect other aspects of the Minotaur's life, his death at the hands of Theseus was the most popular episode. In depicting the fight the painter of our vase has followed a scheme which had been canonical since the middle of the sixth century B.C. An early example of this composition can be seen on a vase by Lydos in the British Museum (ill. p. 225). In this scheme the contest does not seem to take place in the darkness of the labyrinth, but out in the open, with Theseus' companions as interested onlookers. The number of these spectators varies according to the space available: on our vase there are but a girl and a boy on either side of the central group, whereas on a somewhat earlier band cup in Munich (ill. above) the artist was able to show not only most of the fourteen Athenians but also the goddess Athena, and even the CretansAriadne, her nurse, and Minos himself.
The Minotaur first appears in art in the seventh century B.C. From the very beginning he is shown with a human body and the head and neck of a bull. Later a tail is added to emphasize his descent from the bull. On our vase his skin is stippled to portray a hairiness which he shares with other semihuman beings such as satyrs. He is naked and armed only with stones, the weapons of monsters, like centaurs and giants, who must use what nature provides. Theseus, on the other hand, is dressed in a short chiton and the skin of an animal; he wears shoes and is equipped with sword, scabbard, and baldric. His cloak, neatly folded over a rock, can be seen between his legs. The girls on either side of him wear richly embroidered peploi; the boys are nude and hold spears in their hands. All of them have fillets (painted red) in their hair.
On the other side of the amphora a transaction is in progress. A pair of scales, apparently suspended from the upper border, is steadied by two boys seated on stools, while a man stoops over one of the pans with an oblong object held carefully in his arms. It has been suggested that the three are busy weighing bales: in that case the object in the pan on the left would be a Inscriptions complimenting popular young members of society are prevalent on Athenian vases of the sixth and early fifth centuries B.C. The one on our vase, KXtcrapcXo xcXosc, Kleitarchos kalos, is remarkable for a misspelling that reflects a peculiar pronunciation. The vowel of the first syllable is written as i, whereas we write it as ei. In so doing we are following Attic spelling of the later fourth and following centuries B.C. At the time that our vase was made, however, the correct spelling of the lname was Kletarchos. The vowel of the first syllable in this name was a long close e, pronounced with the tongue fairly high in the mouth (something like the e in pet as pronounced in standard English, but more sustained). By the first century B.C. the Athenian pronunciation of this vowel had become so close that it had finally passed into an i (as in machine).
The spelling Klitarchos on our vase is among the earliest examples of the shift from close e toward i to be found in Attic inscriptions. A number of other instances occur on sixth-century Attic vases, particularly in names beginning with Kleit-and Klein-(both meaning "famous"). We find the spellings Klitias, Klitagoras, Klitomenes, and Klinias. The frequency of this misspelling in such names gave rise to the theory that they were derived, not from kleito-and kleino-, but from klino, "to make to lean or slope," and klitos, "sloping." This theory was disproved, however, by the discovery of a little stand, now in this Museum, made by the artists of the famous Francois vase, the potter Ergotimos and the painter who there signs him-Men weighing bales. On an Attic black-figured oinochoe. In the Kunsthistorisches Museum, Vienna self Klitias, but on the stand spells his name Kletias. The latter signature shows that the name was derived not from klito-but from kleito-(i.e., kleto-) and that, consequently, Klitagoras, Klitarchos, Klitomenes, and Klinias are all misspellings of names derived from kleito-and kleino-. These misspellings may be explained by the hypothesis that in pronouncing a syllable composed of a long close e preceded by kl and followed by t or n the tongue tended to be raised so high that the resulting vowel was more like an i than an ordinary close e. This tendency in pronouncing such syllables seems to have been particularly strong in the Athenian potters' quarter of the sixth century B.C.
Why this was so we can only guess. There were many resident aliens in the potters' quarter, and the spelling we are discussing may reflect non-Athenian habits of speech. The shift from the long close e toward i did not take place simultaneously all over Greece. It was particularly early in Boeotia, where inscriptions of the fifth century B.C. give ample evidence of it. It is even possible that our Taleides was a Boeotian.
Since he signs, however, not as the painter, but as the "maker" (i.e., the potter) of the vase, we cannot be sure that it was he rather than the painter who wrote the inscriptions. It should be emphasized, furthermore, that these inscriptions are by no means in the Boeotian dialect. The most that could be hazarded is that they might possibly represent a Boeotian pronunciation of Attic. Such a pronunciation need not have been confined to Boeotian immigrants in Athens, for it could easily have spread to other inhabitants of the potters' quarter.
The reader may have wondered why the name Taleides does not show the same misspelling as Kleitarchos. The reason is that the sound represented by the ei of Taleides was not the close e of Kleitarchos, but a more open e followed by an i.
The accession number of the amphora is 47. 1-.5. Its height is II5/ in. (29.5 cm.). The vase was cleaned after its acquisition, old restorations were removed, and damage to its surface was repaired.
In parts the black glaze has turned olive green and brownish red. Of the accessory colors,
